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AUTHOR'S NOTE. 



In presenting this instruction book to the public, I wish to say that my object has been to prtpaie a 
method for the Banjo which should be as nearly complete and thorough, and at the same time as plain and 
concise as possible. 

The Elementary Part pertains directly to the study of the Banjo, and the rudiments of music in general. 

I deem it advisable for the student to take up the study of Musical Theory, Harmony, etc., in connection 
with the study of an instrument. The student will advance more rapidly and systematically in his special 
■5tudy, by knowledge derived from a broad and scientific basis. 

The Second Part consists of practical lessons for the Banjo, from the simplest exercises to the more 
difficult Major and Minor scales in all the Keys, and Chord studies in the higher positions. Both the Banjo 
and Guitar styles of execution are fully treated of in this part with an explicit treatise on the Tremolo move- 
ment of sustained tones. 

The Third Part contains an extensive collection of instrumental music in the shape of solos and duets, 
that I hope will find favor with both teacher and pupil. 

My aim has been to write a helpful and progressive work, and if the public will accept it as such, my 
many years of labor and study in preparing it will seem but a passing pleasure. 

F. W. WESSENBERG. 
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THE THOROUGH BANJOIST. 



RUDIMENTS OF MUSIC 



LINES AND SPACES. 

NoteeTare written on five parallel lines and their spaces. 
The lines and spaces thus formed are called a staff, and are reck- 
oned from the lowest upward. 



EXAMPLE. 



-4th line 



-5th line 1 



-1st line- 



-2d line- 



1st space 



iSd space 



3d space 



4th space 



sp ace abo ve 



space below 

The lines and spaces of the staff are called degrees. When a 
greater number of degrees are required than the staff admits, added 
(or ledger) lined are brought into use. As many lines and spaces 
(degrees) can be added as are required. 

Music composed or arranged for the Banjo must come within the 
compass of two added lines and spaces (four degrees) below the staff 
and four lines with five spaces (nine degrees) above the staff. 

EXAMPLE. LIMITS OF THE BANJO. 

Lines and spaces above. 



Lines and spaces below. 

Music written on the staff, added lines and spaces, as in the fore- 
going example, is within the scope of the Banjo. It is true that a 
few more tones, higher than those represented above, can be pro- 
duced on the Banjo, but they are of a weak and unsatisfactory 
character and therefore never used. 

THE CLEF. 

The staff indicates the pitch of sounds. 

The exact pitch of tones is fixed on the staff by characters called 
olefe. 

The G or Treble clef is the only one used in Banjo music. 
It is plaeed upon the " rfc second line and gives the name G to 
that line. cT^ 

Tones are named with the names of letters ; (the first seven in the 
alphabet are the ones used.) Practically the lines and spaces of the 
staff are given the same names, as shown in the following example. 



EXAMPLE. 



The names of the lines and spaces are thus established, and there- 
fore a little study of the following example will not be time wasted. 

EXAMPLE. 

Name of the lines. Names of the spaces. 
f _ x_ 



i 



THE NOTES. 

The length of sounds is represented by characters called notes. 
The relative value of notes may be seen from the following table, 
which should be carefully studied. 

A Whole Note 
O 

is equal to two Half Notes, 

r r 

or four Quarter Notes, 

r r r r 

or eight Eighth Notes, 

' c_r p p i i 

or sixteen Sixteenth Notes, 



f f f 



f f p f f f p 



or thirty-two Thirty-second Notes. 



THE RESTS. 

Every note has its corresponding rest, denoting silence. They 
are not placed on any particular line or space (whole and half resto 
excepted), but in such order as best accommodates the eye. 

A whole rest is situated under the fourth line. A half rest is 
situated over the third line. 

EXAMPLE. 
Whole rest. Half rest. 



Notes. 



NOTES AND THEIR CORRESPONDING RESTS. 



Whole. Half. Quarter. Eighth. Sixteenth. Thirty-second. 



Bests. 



1 
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DOTTED NOTES AND RESTS. 

A dot thus ^1 . J ™" " placed after a note or rest increases its 
value one-half. If another dot is added, its value is furthermore 
increased one-half of that of the first dot. 



EXAMPLE. 









3 


M= 







equal to 



equal to 



equal to 



equal to 



8 
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MEASURES. 

Lines drawn across the staff are called bars, and the section of the 
staff situated between any two bars is called a measure. 



S 



EXAMPLE. 
Bar 



Bar 



Bar 



-Measure- 



- Measure- 



-Mearure- 



A section of a piece of music is called a strain. A strain is com- 
posed of either eight or sixteen measures. 

A double bar | indicates the end of a strain. 

Dots placed before a double bar |f indicate that the strain is to 
be played twice before going on. it 

This sign when found a second time during a piece, signifies 
that the player is to return to where it is first found and repeat 
from there to the end. 

The words Da Capo, or D. C, mean return to the beginning. 

The word Finale, or Fine, means end of the piece. 

VARIETIES OP MEASURE. 

Each measure can be divided into two, three, four or six equal 
counts, or beats. 

If the upper figure be 2, two counts are given to each measure. 
If the upper figure be 3, three counts are given to each measure. 
If the upper figure be 4, four counts are given to each measure. 



Two counts. 



EXAMPLE. 
Three counts. Four counts. 



Six counts. 









mm 











Thus while the upper figure indicates the number of counts to 
each measure, the lower figure indicates the kind of note to which 
each count is given. 



TABLE OF EXAMPLES. 

Common, or Quadruple Three-part, or Triple 
measure. measure. 



Two-part, or Double 
measure. 





_3 


-2 






^ -= 



to the measure. 



the measure. 



the measure. 



Six eighth, or Sextuple 
Three eighth measure. measure. Nine eighth measure. 



a; 
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-Three eighth notes to 
the measure. 



Six eighth notes to 
the measure. 



Nine eighth notes to 
the metarure-. 



ACCENT IN MUSIC. 

Common measure and all other varieties of measure expressed by 
even nambers, such as J, ^ and * must be accented upon the first 
and middle beat or count of the measure. 

In ^ and j£ the accent occurs only on the first beat of the measure. 

SYNCOPATION. 

When the unaccented part of a measure is to have a particular 
emphasis, it is shown by the characters >-, \, f z and r f. 

Thus, when the weakest part of the measure is made of mora 
importance than the strong, sueh deviation from the regular accent 
is called syncopation. 

Eemakk. — The student must bear in mind that to perform a piece of 
music correctly (no matter how simple) the proper time and accent must al- 
ways be given, without which the melody is lost and the general character 
of the piece without rhythm or sense. 

THE TRIPLET. 

A group of three notes with the figure 3 placed above or below 
them is called a triplet, and must be performed in the same space 
of time given to two similar notes of equal value. 



EXAMPLE. 
Triplet. Same value. 



Same value. 




Count 12 12 1 2 1 2 

Here are other groups of notes which come under the same rule. 

EXAMPLES. 

Five notes to be played in Six notes in the time Nine notes in t&b taint 
the time of four. of four. of eight. 





This character — ^ is called a swell, when reversed thus, 

— . a diminuendo. The first is executed by commencing the 

note or notes rather soft and increasing the tone ; the second by 
commencing the tone with force and gradually diminishing. 

When united thus — =r^^ _ the same rule must be 

observed ; start softly, gradually increase the tone to the required 
force, then diminish to its former softness. 

This character, sva**-^, when placed over a number of notes, fin 
plies that they are to be played an octave (eight notes) higher- 
The word Loco signifies, play as written. 



EXAMPLE. 



Written. 




3 



This character /T\ is called a Hold. When placed over a note or 
rest it implies that the rest or note is to be lengthened to suit the 
will of the performer. 

INTERVALS. 

The distance from one tone to another is called an Interval. In- 
tervals are reckoned from the lowest note upward. The smallest 
interval is that of a second. The first and last notes must be included 
in counting the distance. Intervals can be either Major or Hiaefr. 
(See scales.) 

93 
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Interval of a second. 



EXAMPLE. 




-ifS 1 — 2 f 2 — 1 a—a 






1 — t pp- 





Interval of a third. 



D 



D 



THE GRA.CE NOTE. 

The Grace note, or Appoggiatura is one of the principle embellish- 
ments in music. It is not a part of the melody proper, but is 
merely used to embellish the same. Grace notes added to a melody 
at the proper places give chance for greater expression to the same. 

Grace notes are played on the count of the note which they pre- 
cede, thus, whatever length is given to the grace note, must be 
taken out of the time of the principle note, which follows immed- 
iately after. 

EXAMPLE. 
Written. Played. 



i 



Written. 



-FS- 



Played. 



SHARPS, FLATS AND NATURALS. 

The Sharp (#), the Flat (|z) and the Natural ($), placed upon the 
lines and spaces of the staff cause those degrees upon which they 
are placed to represent other tones than those originally indicated. 
Thus a sharp placed on any degree of the staff causes that degree 
to represent for the time being a tone a half-step (or semi-tone) 
higher than was represented before the sharp was placed there, thus : 



i 



G G sharp. 

G sharp is the name of the tone half way between ,G and A and 
is represented by a sharp placed upon the second line. 

A flat placed upon any degree causes that degree to represent a 
tone a half-step lower than before, thus : 





? -1 — ^ 










-ffB— = ^ 





B B flat. 

B flat is the name of the tone half way between B and A, and is 
Represented as above. 

The natural restores the line or space that has had a sharp or flat 
placed upon it, to its original significance, thus : 



i 



G G sharp G B B flat B 
A Double sharp indicates a tone a whole step higher. 
A Double flat indicates a tone a whole step lower. 
Single sharps and flats placed next to the clef affect all the tones 
indicated for the degrees on which the sharps or flats occur, whether 
an octave higher or lower, throughout the composition, unless other- 
wise contradicted, and are called the Signature. 

examples 1. 
P and C are sharped. An octave lower. 



m 



F and C also sharped. 
All the Fs and C's that may occur in a piece with the above 
signature must be sharped. 



B flat, 



EXAMPLE 2. 
also B flat, 

I 



also B flat. 



Double sharps and flats never appear next to the clef. 

Sharps and flats, when found otherwise than next to the clef, affect 
only the notes in the measure in which they are placed, and are 
called Accidentals. 

THE SIGNATURE. 

Sharps and flats placed next to the clef form what is called the 
Signature and indicate the key in which a piece of music is written. 

KEY of c. 

The key of C, being the natural key of music, requires neither 
sharps nor flats in its signature, all the notes being played natural. 

EXAMPLE. 

8 3 4 5 6 7 8 



5 



i e f g a b c 

The reasori the key of C is said to be the natural key is because 
the order of intervals, steps and half-steps (see scales), follow in 
their natural order without the use of sharps or flats ; but it should 
be understood that one tone or key is really no more natural than 
another. 

TRANSPOSITION. THE SHARP KEYS. 

To establish a new key, the fifth of the key of C is taken as the 
first note (foundation) of the new key. The fifth of the natural key 
(C) being G, the name of the new key will be G, and its signature 
one sharp. 



Signature of the key of G. 



EXAMPLE. 



In this key there is no F, but F-sharp is 
used instead to bring the intervals, steps 
and half-steps, into their natural order. 
(See scale formation.) 

By thus moving the scale from its natural position, it is said to be 
transposed. 

To form another new key, we take the fifth of the last key (G), 
which is D. C is dropped and C-sharp is substituted to again bring 
the intervals into their regular order. 

EXAMPLE. 
Key of G. 



-y~t h — t=^-=, — 


0 


0 


0 F- 1 

-1 




' — r= 








g a 


> c d e g 

Key of P. 
3 4 5 6 7 ft 

t-y<r. 
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To establish other keys with sharps the same foregoing rule must 
be observed, viz., the fifth of the last key treated being used as the 
first of the new key, as well as the literal name thereof. 



3.9.9* 
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THE FLAT KEYS. 

To establish the sharp keys we have taken the fifth of a key 
ascending, we will now reverse that order and take the fifth descend- 
ing, to establish the flat keys. , 

Kbmabk.— The same result wffl be obtained by taking the fourth note 
ascending. 

EXAMPLE. 

Descending. Ascending. 



0 ~p ■ 



The fifth of the above key (descending) being F, it is therefore 
the first note of the new key, and to make the intervals appear in 
their natural order the B must be omitted and B-flat used in its 
stead. 

example. ~" 

1 S 3 4 5 6 <l/~~~ 8 



i 



f g a b flat c d e f 

To establish a new flat key the fifth of the last key, descending, 
must again be taken for the first of a new key. 

The following chapter on scales will greatly enlighten the student 
and explain the rules that are laid down in the foregoing chapter. 

SCALES. THE MAJOR SCALE. 

The intervals of a Major scale consist of steps and half-steps in 
the following order : half-steps between 3 and 4, and 7 and 8, all the 
others whole steps. 

EXAMPLE. 

18345678 



i 



± 



* 

Steps. Whole, whole, half, whole, whole, whole, half. 

The foregoing scale is the Model Major Scale in C, and for the 
reason that in the major scale this order of steps and half-steps is 
unchangable. It is also called the Diatonic scale. All major scales 
must without exception preserve the above order of intervals. 

THE MINOR SCALE. 

Every major scale has its relative Minor scale. It bears the same 
signature, but the order of intervals differs. The minor scale 
admits of a changable half-step in the upper half of the octave. 
The other half-step is found between the second and third notes in 
the lower half of the octave. 

EXAMPLE. 
Melodic Scale of A minor. 
"8 8 



0-0-* 



■0- "*"ft2 U£~^ 5 * 8 » 1 



half -step 



half -step 



half-step half-step 



It will be seen that by the aid of sharps a half-step is produced 
between the seventh and eighth notes in ascending; by the aid of 
naturals the half-step appears between the sixth and fifth notes in 
descending. 



All minor scales admit of the use of accidentals. To ascertain 
whether we are playing in a major key or in ite relative minor, we 
have but to examine the fifth note in the key from the root (founda- 
tion of the key) ; if it is altered by an accidental, we are in the 
minor scale, if not altered, we are in the major scale. 

The first note (root) of the minor scale is found a third below (or 
a sixth above) the major scale which has the same signature. 



EXAMPLE. 



E Major. 



Ascending. 



Descending. 





13 3 4 5 6 


7 8 


13345678 




*Ji J J j f-l 







efgabcde edcbagfe 
C$ Minor. Same signature. 




t 



3F 



It will be seen that the difference in pitch between a major 
and its relative minor is a minor third. 

V Minor Third contains one whole step and one half-step. 
A Major third contains two whole steps. 



EXAMPLE. 



f 



a 



Minor third. 



m 



Major third. 



m 



THE CHROMATIC SCALE. 

This scale is formed entirely of half-steps. 

EXAMPLE. 
Ascending by sharps. Descending by flats. 



i 



i 



US r M 



1 







0— >0 2 — 4-J 


— 1- 






' 1 

1 — — f 


m 0-V0 

1 


—1- 
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HARMONIC TONES. 

Harmonics are made by pressing or touching the strings very 
lightly with the third finger of the left hand at certain divisions of 
the finger board. 

Pick the strings in the regular manner with the right hand fingers. 
The best results are obtained by pressing the strings just where they 
can be divided into equal parts, such as 

One half of their length. 

One third of their length. 

One fourth of their length. 



7393 



TABLE OF HARMONICS. 



12th fret 



1st string 



m 



2d string. 



3d string 



8 



4th string. 



5th string. 



7th fret. 



These notes 



5 



5th fret. 



sound two 



octaves higher 



than noted. 



9th fret. 



One 



octave 



higher 



than noted. 



17th fret. 



Harmonic tones at the 18th fret are identical with those at the 
7thfret. 

Those at the 4th fret are identical with those at the 9th fret. 
Note. — For exercises in harmonics see " Harmonic Waltz." 

THE SLUR. 

A Slur is a curved line placed over or under a group of notes and 
signifies that they are to be played in a close, gliding and connected 
manner, called Legato. 



Slur. 



EXAMPLE. 




THE TIE. 



A Tie is also a curved line, but is placed only over two notes 
appearing on the same degree of the staff. The first note only is 
struck and the sound sustained through the full value of both notes. 



Written. 



EXAMPLE. 



Written. 




Played. 



Played. 
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The same rule is to be observed when the last note of a measure 
is tied to the first note of the following measure. 

SNAPPING AND VIBRATING. 

One of the difficult things to master in playing the Banjo is the 
snapping of the strings in descending and the vibrating of notes in 



Success depends entirely upon the quickness of the fingers of the 
left hand. 



, .11 Jf Strike 



EXAMPLE. 
^Snapping. 



Snap. 



Rule. — In descending the first note only is struck with the right 
hand ; the finger of the left hand is then quickly withdrawn from 
the string with sufficient force to produce the second note. 



Rule. — In ascending the first note only is struck and one of the 
left hand fingers is allowed to fall on the string with sufficient force 
to set it in vibration. This hammer like movement produces the 
note called for. 




Strike the first note in each count, the balance are made with the 
fingers of the left hand by snapping the strings. 



DOUBLE VIBRATION. 




Strike the first and fourth notes, vibrate the second, third, fin!) 
and sixth notes. 

COMBINED. 

Snapping and vibrating are often combined as follows :- 



i 



1st. 



EXAMPLE 2. 

8nd. 



1 1 1 — 4t-« 



- . - - * 3 1 

Strike the first note and vibrate the second and third in ascending 
and snap the fourth and fifth notes in descending. 

CHAPTER H. 

THE BANJO THEORETICALLY. 

Select a Banjo that is neither too large nor too small. I would 
recommend for ladies an eleven inch rim Banjo with an eighteen 
and one half inch fingerboard. For men a twelve inch rim with a 
a nineteen inch arm or fingerboard. These sizes can be tuned to 
C-natural of the Piano, although the larger Banjo sounds best wher 
tuned to B-flat. 

STRINGING THE BANJO. 

Formerly Banjo strings were selected from strings made for other 
instruments, such as Violin and Guitar, but now strings are made 
expressly for the Banjo, and it is therefore an easy matter to get 
suitable ones. The fourth string (bass) should be a silk wound witli 
silver ; the third, second, first and fifth are gut strings, but must be 
properly shaded (not too heavy or light). The thickness of the 
strings depends upon the size and bulk of the instrument. Thus a 
small Banjo admits of the use of thinner (lighter) strings than a 
large one. Wire strings should never be used, being hard on the 
fingers, besides the tone produced being metallic and without music. 



8 



TUNING THE BANJO. 

Tune the bass string to any desired pitch, so it is neither too high 
or too low (a little judgment must be used in this matter), then press 
one of the fingers of the left band on the seventh fret, and the tone 
produced Will be the one to which the third string must be tuned in 
unison. Now press the finger on the fourth fret of the third string 
and tune the second string in unison. Press the finger on the third 
fret of the second string and tune the first string in unison. The 
tone made at the fifth fret on the first string is the tone to which the 
fifth string must be tuned. 

HOLDING THE BANJO. 

Let the rim rest on the right thigh, hold the Banjo in a slanting 
position so that the fingerboard is in full view of the performer. 
The Banjo neck must not receive any support whatever from the 
left hand, the right arm resting on the top of the rim with the little 
finger "on the parchment head holds the instrument in position. 

THE BIGHT HAND. 

Best the little finger on the head near the bridge and quite close 
to the first string, so that the remaining fingers, slightly curved, hang 
gracefully oyer the strings. 

THE LEFT HAND. 

Let fiie neck or arm of the Banjo near the nut fall between the 
thumb and the first finger, so that the end of the thumb is visible 
at the first fret. Curve the fingers over the fingerboard *quite close 
to the strings. Do not Cramp the hand in the least, but try and 
obtain an easy, natural position. 

RULE FOB FINGERING. GUITAR STYLE. 

Bight Hand. — Pick the third, fourth and fifth strings with the 
thumb, the second string with the first finger and the first string 
with the second finger. The third finger is only used in making 
chords of four or five notes. 

Left Hand. — All of tbe fingers of the left hand are used in 
stopping the strings at any of the given frets, the thumb acting as 
a brace while the fingers hold the positions. 

BANJO STYLE. 

Partly close the hand ; use the thumb in striking all tbe strings 
but the first, the first finger striking with the nail all notes on the 
first string. 

The left hand fingering is the same as in the guitar style. 
This style of playing is fully treated of in another chapter. 

HOW TO OBTAIN A NICE TOUCH. 

Trim the nails on both hands rather close. Press the fingers 
firmly agai&st the frets and with enough foree to keep the strings 
from moving under them. Pick the strings with the ends of the 
right hand fingers (never let the nails touch tbe strings) with a quick 
movement. The band must remain stationary and the movement 
obtained by the bending of the first and second joints of the fingers. 
By holding the little finger on the head of the Banjo, so as to steady 
the hand, is the only way to become proficient in the above move- 
ment. After the student acquires a full round tone and the fingers 
become flexible, the little finger may be removed from the head. 

CABE OF THE BANJQ. 

Keep the Banjo as near a certain pitch as possible, and when 
done playing put it away in a bag, box, or leather case lined with 
flannel. Never let down the bridge or loosen the strings, but keep 
in good tune continually. 

It costs nothing to take good care of an instrument, and in solo 
playing one is amply repaid by its full, clear and brilliant tone for 
all the attention bestowed upon it. 

7 3 



THE BRIDGE. 

A hard wood maple bridge is best for tone. Never use fancy 
ebony or ivory bridges. Place the bridge so that the twelfth fret is 
midway between the bridge and nut. 

The nut is that small piece of wood over which the strings pass to 
the pegs. 

POSITION. 

Every fret upon the fingerboard of the Banjo represents a posi- 
tion. The number of frets depends upon the length of the finger- 
board and general size of the bead. There are, therefore, as many 
positions as there are frets. The first finger of the left hand deter-, 
mines the position ; thus, if the finger falls on any of the strings at 
the first fret, the band is said to be in the first position. If at the 
fifth fret, at the fifth position and so on, no matter what frets the 
other fingers touch, the first finger determines the position. 

THE BAEEE. 

Pressing two or more strings at any given fret is called a barre. 
A barre can be made at every fret of the fingerboard. The first 
finger also determines the barre or number thereof. The barre must 
not be confounded with position. The latter stops but one string 
at a given fret, while the former stops two or more strings. 



EXAMPLE. POSITIONS. 
1st Position. , 




BABRES. 6th Barre. 




ARPEGGIOS AND HARP CHORDS. 

A waved line placed before a chord denotes that it is to be struck 
in a close, gliding and connected style, commencing with the lowest 
note and ending on the highest. Particular emphasis must be given 
to the highest note in the chord, as the lower notes are but embellish- 
ments and must be taken or played within the time given to the 
highest note in said chord. Chords can be played in arpeggio style 
for the sake of practice and to add strength to the fingers, but must 
never be played during the performance of a piece of music. Waved 
lines placed before chords in a regular piece must be played in 
harp chord style. 

EXAMPLE. ARPEGGIO STYLE. 



. Written. 


vd ff 1 
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HARP CHORDS. 

All the chords can be played in this manner, and the effect is more pleasing then when struck in the ordinary manner. 

HARP CHORD STYLE, — EXAMPLE. 

Written. Hay*d. 




It will be seen that in harp chords the lower notes must be all taken before the count of the upper note. 

A DICTIONARY OF MUSICAL TERMS. 



i; an Italian preposition, meaning to, in, by, at, etc. 

Accelerando; accelerating the time, gradually faster and faster. 
Adagio or Adasio ; slow. 
Adagio Assai or Motto ; very slow. 
Ad Libitum ; at pleasure. 
Affetuoso; tender and affecting. 
Agitato; with agitation. 
Alia Capella; in church style. 

Allegretto; less quick than Allegro. Allegro; quick. 
Allegro Assai; very quick. 

Allegro ma non troppo ; quick, but not too quick. 
Amabile; in a gentle and tender style. 
Amateur; a lover but not a professor of music. 
Amoroso or Con Antore ; affectionately, tenderly. 
Andante; gentle, distinct, and rather slow, yet connected. 
Andantino ; somewhat slower than Andante. 
Animato or Con Anitna ; with fervant, animated expression. 
Animo, or Con Animo ; with spirit, courage and boldness. 
Antiphonc; music sung in alternate parts. 
Arioso ; in a light, airy, singing manner. 
A Tempo ; in time. 

A Tempo Giusto; in strict and exact time. 
Ben Marcate; in a pointed and well-marked manner. 
Bis; twice. 

Brillante ; brilliant, gay, shining, sparkling. 

Cadence; closing strain : also, a fanciful extemporaneous embellishment at 

the close of a song. 
Cadenza; same as the second use of Cadence. See Cadence. 
Calando ; softer and slower. 

Cantabile: graceful, pleasing, singing style; u pleasing, flowing melody. 
Canto ; the treble part in a chorus. 

Choir ; a company or band of singers ; also that part of a church approb- 
ated to the singers. 
Charist, or Chorister; a member of a choir of singers. 
Col, or Con; with. Col Arco ; with the bow. 
Comodo, or Commodo; in an easy and unrestrained manner. 
Con Brio, or Brioso; with brilliancy, brilliant. 
ConAffecto; with expression. 
Con Dolcessa; with delicacy. 

Con Dolore, or Con Duole ; with mournful expression. 

Conductor; one who superintends a musical performance ; same as Mstsic 

Director. 
Cm Entrgia ; with energy. 
Otn Espressione ; with expression. 
Cou Fuoco ; with ardor, fire. 
Con Grazio; with grace and elegance. 
Con Impeto; with force, energy. 
Con Gusto; with chaste exactness, with taste. 
Con Moto; with emotion. 
Con Spirito; with spirit, animation. 
Cora; chorus. 

Crescendo, or Cres; gradually increasing in sound. 
Da ; for, from, of. 

Duett; for two voices or instruments. 
Diminuendo ; gradually diminishing in sound. 
Da Capo; from the beginning. 
Declamando ; in the style of declamation. 
Decrescendo '; diminishing, decreasing. 
Devozione ; devotional. 

Dilettante; a lover of the arts in general, or a lover of music. 
Di Molto; much or very. 
Divoto ; devotedly, devoutly. 
Dolce ; soft, sweet, tender, delicate. 
Dolenie, or Doloroso; mournful. 
Doloroso; in a plaintive, mournful style. 
E; and. Elegante; elegance. 
Energico, or Con Energia ; with energy. 
Espressivo; expressive. 
Fine, Fin, or Finale; the end. 
Forte, or F; loud. 

Forzando, Forz, or F?; sudden increase of power. 

Fugue, or Fuga ,-~a composition which repeats or sustains, in its several parts, 
throughout, the subject with which it commences, and which is led 
off by tome one of its parts. 

Tt»l 



fugaft ; in the fugue style. 
Fughetto; a short fugue. 
Giusto ; in exact and steady time. 
grwioso; smoothly, gracefully. 
Brave ; a slow and solemn movement. 
Impressario ; the conductor of a concert. 
Lfterimando, or Lacrimoso ; mournful, pathetic. 
Lamentevole, Lamentando, or Lamentabile ; mournful. 
liOFghissimo ; extremely slow. 
Lofghetto ; slow, but not so slow as Largo. 
Largo; slow. 

Legato ; close, gliding, connected style. Slurred. 
Leggiero; light. 

Ltniando ; gradually slower and softer. 
L^nte, or Lentamente; slow. 
M*i but. 

Ma&toso; majestic, majestically. 

Maestro di Capella ; chapel master, or conductor of church music, 
M&rcato; in a strong and marked style. 
Afetm di V#ce ; moderate swell. 

Moderate, «r Moderatamcnte ; moderately, in moderate time. 

«r very. 
J/rih i Voce i «rith a full voice. 
Mctmdo ; gradually dying away. 
Maf4mto ; a beat, or transient shake. 
Ateise; emotion. - 

Matey motion. Andante Con Moto ; quicker than Andante. 
Mm} not, as. Non Troppo; not too much. 
0*gvm ; the organ. 

Orchestra ; a company or band of instrumental performers. 
Fmttrmle ; applied to graceful movements in sextuple time, 
/a*), orp; sweet, soft. 
Ptesmimmo, or pp ; very sweet and soft. 
Pin ; more. Piu Mosso ; with more motion, faster. 
fimitmto ; snapping the violin string with the fingers. 
Pto&l a little. Poco Adagio ; a little slow. 
fre» 0 Poco ; by degrees, gradually. 

Jfyttemcnto ; the manner of sustaining and conducting the voice from oaf 

sound to another. 
fitmmtor ; conductor, leader of a choir. 
JPnttf j quick. 
Pmtg&imo ; very quick. 

JhJhttando, Allentando, or Slentando ; slower and softer by degrees. 
JfintfMM io ; a speaking manner of performance. 
MteMamte ; in the style of recitative. 
Mte&e&tve; musical declamation. 

Smf0*wndo, Pin/, or Rinforzo ; suddenly increasing in power. 
Mtterdando ; slackening jhe time. 
■MMftkf; chaste, simple. 

.Sftqfsaj throughout, always ; as Sempre Forte; loud throughout. 
Sims* without ; as Senza Organo, without the organ. 
Mmamdo, or Sforzato; with strong force or emphasis, rapidly diminishing. 
SiHNma ; a movement of light, graceful character. " ' 
S mm ut do, or Smorzando; dying away. 
Saaun, Soavement; sweet, sweetly. See Dolce. 
Solfeggio ; a vocal exercise. 
Solo; for a single voice or instrument. 
Sostenitto : sustained. 

Sotto; under, below. Sotto Voce; with subdued voice. 
Spiritoso, Con Spirito; with spirit and animation. 
Staccato; short, detached, distinct. 
Subito ; quick. 

Tace, or Tacet; silent, or to be silent. Tardo ; slow. 
Tasto Solo; without chords. 

Tempo ; time. Tempo a Piacere ; time at pleasure. 
Tempo Giusto ; in exact time. 
Ten. Tenuto; hold on. See Sostenuto. 
Tutti , the whole, full chorus. 
Un; a, as Un Poco; a little. 

Va; go on; as Va Crescendo; continue to increase. 
Verse ; same as Solo. 

Vigoroso; bold, energetic. Vivace; quick and cheerful. 
Virtuoso ; a proficient -in art. 

Voce Solo ; voice alone. Volti Subito; turn over the page quickly. 
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DIAGRAM, 

SHOWING ALL THE NOTES TO BE MADE ON THE BANJO UP TO THE 17th PBET. 



Steingb. 
4tii ad ad 1st 
» • gjf b. .. .open strings. 

3 



b «jj j °# , 



STRINGS. 
4th 3d Sd lit 

'» f . » c 
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PART SECOND. 



li 



THE BANJO PRACTICALLY. 



THE OPEN STRINGS AND THE NOTES BELONGING TO THEM. 
4 th string. 3d string. ad string. lgt string. 

A E _G| B 



3 



5th string. 

E 

g> 



1 



PRACTICE ON THE OPEN STRINGS. 



0-0- 



-*r*- 



"37 



AMUSEMENT. 




CHORDS MADE ON THE OPEN STRINGS. 

zzr= ± ^ 



p 



EXERCISE IN DOUBLE NOTES. 
1»= 




The tones produced by the open third, second, first and fifth strings when struck together form the chord of E major. 
example. Practice in arpeggio style, thus : 



StH strins. 5 <5 


; — i s t string:. <-£ 




3d string:. 1£ 

L 3d string. <f 


* 




This is the easiest chord that can be played on the Banjo, and the key of E is the most readily mastered, and furthermore, the student 
will soon learn to properly tune the Banjo and keep it in tune by constant practice of the above chord during the first lessons. 



3d string. ad string. 1st string. 6th string. 
^^# 0 8 0 1 0 1 4 0 














\r r n 


- 1 






b 4 4 


e 




- ■ ■ - 1 


f 




0 


0 


L_ — | 1 

0 


0 



-RbMABK.— The figures above the staff refer to the frets on the Banjo and to the fingers of the left hand also. Thus, 0 denotes open string! ; the figure 
S denotes second {jet,, second finger; the figure 1 denotes first fret and first finger, etc. 
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CHORDS IN E MAJOR. 



Additional chords will be found further on. The lowest note in the third chord 
made at the second fret on the fourth string. 




1Q 



m 



AMUSEMENT. 



PI 



3 



3 




i 




5 



!>tli tret. 
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MAJOR WALTZ. 



3= 




KEY OF A MAJOR. 

u sM*T ~V~ 3d 8trinB 2 — V— 8d string.- V 1st string.- 

| J r0 * 0 i ° * ' 0 2 ! 



7 3 



3 



i 



B Cjjf D 



*fl G# A B Cfl D E li St I 

5th str. ff " 

0 



1 



B 



£ 



1 



CHORDS. 

Sth B 7th B. 8th Po«. 

4' 



4 ' 4 



2* 



at 



-0-£ 



-0-^ » 




EASY WALTZ. 











— M i i i- 




t-L-U-4-: 




i 1 — U 




r i J i i J. 


Fine. 


"t^M » - ' 


1 








-r* 




-0 -J 









EXETER JIG. 



it 
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ST$DE£T*8 WALTZ. 



at 



is 



i 



H -+- 



m — #- 



B.C. 




#-1- 



ACCOMPANIMENT EXERCISES. 




No. «. 



i 



d — i- 



*3 



i 



i 



3 



5 



3 



43 



{ 



£3 



SI 



i 



3 



m 



KEY OF D MAJOR. 



i 



4th str. 
S. fret. 0 



-3d str.- 



— 3d star. — i 

1 To 



-lst.- 
2 



_ J — tc 

3 1 0 



-1st.- 



-4th str." 



2 4 finger*. 



i 



i 



frets. 0 



2 
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CHORDS, 



as 



1 



3d B. 



a- 



3d B. 



-# #- 



r-H r t r r 



I 



SB. 7 B. 



-t) p g LI * 

- ; F f % p 



5 B. 10 B. , . 9 Pos. 



■ton.- 



I 

HENRIETTE POLKA. 




KEY OF a MAJOR. 



1M str. til str. 1st str. 



■Bih str. 1st str. 



i 



0 1 3 0 



4— S- 



i 



4th st. 8d St. 

0 2 8 £ 0 2 • 
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3d B. (• 



CHORDS. 

6th Pos. 8th B. 6th Fog.- 







m&'* ^ '* 




(r p,if 5 


i — 














fi 




# — 




1 — 
— 


■ — #— b- 

^Vj j 


■u- 






■£-+-4-4- 


-g i i r 


trfc 







-4th string.— 
1 3 



KEY OF C MAJOE. 
-3d string. w _8 °- string.-^ 1st string.- 



T, T 



-J. 4- 



. , 5th string. 

3 ? 0 



1 



# I f rU 



1st B. 2d B. 



CHOED8. 
3d B. 5th B. 



-3 # 



-J- 



8th B. 



1# 



"3^ 



J-F 1*- 



7th Pos. 

fa ^ 



KEY OF F MAJOE. 



-3d string.- 
1 3 



-ad striB^.- 



1st string. 

13 0 



0 1 3 4 0 1 



r — 



— 



1 



CHORDS. 

4th Pos. 6th B.- 



Igt B. j **h Pos. 6tn it. ■ 1 4tn j-os. 

iW" 3_# " 



CHORDS IN E MAJOR. 

«d Pos. B. 



■ , «d Pos. B. I 7th B. — — 1 



lath B. 



3 1* 

EASY ACCOMPANIMENT EXERCISES. 



r 





No. 1. 



•i 8d B. i 



-3d B. 




Eft* 


. No. 3. ■- 




-1 ? T 










III ! | 




! 


d I 


— ; 












1" 








1 1 










i — i ^ 

z± 




3»» 




- 


4 


-1 


- 













KEY OF B MAJOE. 



15" 





MB. I Zd B. ,. 

— € — j — J- 


CHOEDS. 

10th Fas. 

* 4-41 M. * 


~™| »th Pos.^- 


■n 8th Po» 

1 4-*- -0- -0- 


1 '# i 


9 ■ 
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TTi 


TT+V 
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3d str. Sd str.- 



lst str%- 



KEY OF F$ MAJOK. 



4th str.- 



3d str.- 



I j I i. ( ' ' 



2d Bi- 



lst Pos. 



CHOEDS. 

m a . SthPos. 7th B. 6th Pos. . ~~~ 



Oth B. 11th B. 9th B.- 



No. 1. 



CHORD EXEECISES. 



p. 




KEY OP E MOTOR, 



, 0 jt 0 » 5 i <L a „ « o o,3 l o, i 3 8 o 4 a 2 o 



0 2 3 1 



EXERCISE. 



at* 



PI 






3d B. 

— 'i. 




4th Pos.— 

— If4- 




a 


d B. 

\tSr~ 








7^ 






3 






1=) 


7 i 1 







*r~ _i — I 1 '-*r-f 1 



' rst8 
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KEY OF B MINOR, 



4th str. « 3d «tar.-i *d «tr.— , 1st fstr.*-— - 

a 2 4io 2 i o alo a 3 



I 3 



—i 3d. 3d str.- 



-4th str.- 



a oi i s a o 



4 3 3 



8d B. 3d B »d B. — — 


6th Pos. 

f— «-r- 


h 


7th B. 

- 






0— 


5th PoS. 




6th Pos. — r- 




f 


i ■ 

! 1 












— i — 1 





KEY OF F$ MINOR. 



3 0 



3 ,4 a i | & fa" L 8 - - h - 8 — . 



CHORDS. .. 

5th B. — » 1 4th B. 6th B. 9th B. 1 5th Pos. 5th B. 



KEY OP Cjf MINOR. 



3 



2 0 



i 3 a o 

CHORDS. 



1 



KEY OF «$ MINOR. 







0 


i — 1-4 ^ 


a 
• 


4 «Mi 






0 

1 


§ 






l * 




I _ ' - ! — ■ 1 • — #-i 



CHORDS. 




KEY OF D$ MINOR, 



2d str.- 



3d str.- 



4th str. 




3 as a 
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AMUSEMENT IN D# MINOR. 

5th Pos. 



a- 



— i — : — i— 



j 3 _ n 4 p ^=d — j 



j - ; f f f f 



-,10th Pos. 



i 



KEY OF D MKOE. 
2 3 3 



5 



CHORDS. 




4th Str. 

1 . 3 8 



KEY OF Bp MAJOR. 
3 I * 1 



i 



3 



* 



CHORDS. 



1st B. 3d B. 6th B. . 



KEY OF G MINOR. 



: i i4 & 



2 



3 



CHORDS. 



6th B. 7th B. 6th Pos. 6th B. 





J J— U^A 











KEY OF Ej> MAJOR 



2d str. , 3 1 JL 

4th str. 3d str. | 4 1 f- 6th B. 8th 1». 6th B 



CHORDS. 



13th B. 14th Pos. 
3j 



11th B. , - _ 
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KEY OF C MINOR. 



3d str.- 



3d str. 



3d str.- 



9+ 



CHORDS. 



3d B 




THE TEEMOLO MOVEMENT. 

The Tremolo is the most difficult of all the different styles of Banjo playing, being hardest to master, and even then it depends upon 
the taste and expressive abilities of the performer to make it effective. The Tremolo movement can be used both in playing a melody or 
an accompaniment. In playing a melody in the tremolo movement, the lower notes, being the accompaniment, are struck with the 
thumb. When the melody is in the lower notes, the tremolo in the higher notes takes the place of an accompaniment. (See exercises 
on following pages.) 

MANNER OF EXECUTING THE TREMOIX>. 

Bring the hand forward near the rim of the Banjo (just where the handle or fingerboard joins tbe rim), rest the hand on the ends of 
the second and third fingers, bend the wrist upward and lean the hand over toward the hody so that the thumb can easily touch any of 
the strings. The forefinger is alone used to produce the tremolo, the end of the finger producing the tone by a rapid forward and 
backward movement over the string, just touching the string or strings hard enough to set them in vibration. The swinging movement 
must be obtained from the knuckle joint, the other joints being held perfectly stiff. To avoid a scratchy tone, swing the finger an equal - 
distance on both sides of the string and make the tone in the forward and backward movement equal in loudness. 



EXERCISES IN THE TREMOLO MOVEMENT. 



Written. 




FIRST EXERCISE. 



1 




f=F= 



Remark. — Notes with the stems turned down are struck with the thumb. The tremolo must be continuous throughout, giving each 
measure its full count. 

SECOND EXERCISE. 



f 



y» J J I J J I J J 



1 tT g 



T — * 



f 1 



r 



r r 

FIRST AMUSEMENT. 




J — J i J J 



I 



ITT 



S 



d - r 



r 



a r 



lit 



TREMOLO ON TWO STRINGS. 



» € 
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BASS MELODY. Tremolo Accompaniment. 



19 



To keep the Tremolo unbroken, the B that occurs in the second and sixth measures must be made at the third fret on the second 
string. 

HOME AGAIN. Tremolo Variation. 

is 




r r r 1 k r 



7 T ^ * xTf^;^ 



■<S>- r 



THE STROKE MOVEMENT. 

A thorough Banjdist must be able to perform in both the old style (stroke) and new style (picking.) The stroke is the true style of 
Banjo playing, while picking is called the Guitar style. The left hand movement is the same in both, while the right hand movement 
in the Banjo style is as follows : Partly close the hand, bringing the fingers near the palm of the hand, the little finger touching the palm, 
the remaining fingers pressed slightly outward and upward, the thumb held close to the fifth string and being parallel with the same. 
-The movement is entirely m the swinging of the wrist, the fingers being held rather stiff while striking the note, the thumb alone working 
independently of wrist action. 6 

STROKE EXERCISES. 

EemaBK.— Notes on the first string are struck with the first finger. Notes on the remaining strings are struck with the thumb. 

fr Repeat ten times. 





^fifrrff M r i r r r \ r r 



STROKE EXERCISE NO. 2. 




1st amusement. 



Snap. 




X 



X 



Snap. 



2d amusement. 




si 



33 



3d amusement. 

R emar k. — Chords are to be struck with the nail of the first finger, commencing on the lowest note and sliding rapidly to the highest 

r 
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JOHN BREMAN'S WALK AROUND. 

LL Uf Stroke. 

5th Position. , 





Is* 


-r r-r 


1=— W-f— 


* • • — t—P P P 






* 


_H 0 ^ 1 ^__4_.|_ 


« ,» f rVp f 


* 


— i 




i 


_U ^ -1 j- 

V S=Ff 






^ r r , r T 


^ — — 

r-l 1 1 ! ., 1 


— i 


g| r 1 



OLD TIME WALK-AROUND. 



Remark. — To make this piece most effective strike down all notes in the first, second, fifth and sixth measures with first finger, 
pressing the thumb against the joint of the finger near the nail, so as to add more power to the stroke. 




POP GOES THE WEASEL. 




VARIATION. 



FAMOUS WALK-AROUND. 




i 



4th String. 



SCALES IN THE DIFFERENT POSITIONS. 

FIFTH POSITION. D MAJOR. 
3d. 3d. 1st. 



SEVENTH POSITION. E MAJOR. 



„ 4th String. 


id. 


3d. 


1st. 

1 1 ^ 


j « t » 1 


V 7 1 3 4 


-P 

1 

1 3 


1 2 


13 4 


l 





3 



* 



4th String. 



3d. 



TENTH POSITION. Q MAJOR. 
1st. 



3d. 

•0 P~ 



± +■ £ * t- 



3 



3 



TWELFTH POSITION. A MAJOR. 

1st. 



4th String. 



3d. 



ad. _ -P- m 



GENERAL REMARKS. 

The Banjo can be played in any key, but, like other stringed instruments, it has its favorites. The keys of A Major and F sharp 
Minor, E Major and C sharp Minor, D Major and B Minor, being mostly used. 

The Scales and Chords found in this book, if practiced diligently, will enable the students to thoroughly familiarize themselves with 
the fingerboard of the Banjo, and thereby obtain a thorough and rapid style of execution in all of the different positions. 

Chords in the flat keys will be found as. easy to perform as those in the natural or sharp keys. The Banjo, in this respect, admits of 
very rapid execution, which is one of the many peculiarities of this instrument. ' " . 

The students must not confine themselves to a few keys, but make it a point to go over all the keys or scales presented in this book, 
students ! remember that practice makes perfect, and so that you may do your teacher credit, and at the same time advance yourselves 
rapidly and thoroughly, as much time should be given to practice as possible. Beginners should devote at least two hours daily to practice, 
bcales and Chords should come in for a good share of that time. 
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TEN EXERCISES FOR UNIFORM FINGERING. 

FIRST EXERCISE. ' 



m 



Thumb and Second linger. 



•« 1 •< gri 1 



SECOND EXERCISE. 





— — 

¥ j 1 




4 








i — * 






■ 




, 

3 


' j ' ; ' 




# 1 * 

I -4 ' 



-4 — '\—4 



1 4 J j4 z 



0 i 4- 



3 



THIRD EXERCISE. 




rtfh 












S ! 1 J — £S^^d 


















J 


—J 


3 






J— - 


-1—4 
2 


-# — J 





FOURTH EXERCISE. 




i 



4 I l—J — *-J — k 



4 ' 4 



m 



FIFTH EXERCS3E. 



it 



3 



-# — -j-0- 



* 3 



^ ^^ ^ ^ ^^ ^^^ ^^^ 



SIXTH EXERCISE. 





n J7i i 

— * » — 




*^ ^ 3 ' ♦ 3 ' ^ 
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PART THIRD. 

QUEEN CITY WALTZES. 

Tune 4th to B. f W. W. 

INTRODUCTION. 





„ Largo. 


Bit. 


A tempo. 

_j - ^ , -pp.; 3 , i 












XA- 


1 m i J 1 C a rJ 




3 1 m — i 

I. hl 






'1 ££j 1 




— — tl_ 








ii- | 




r^h — 1 J n ! J J J - 


-•-^ L— — 33 










1 


Calendo. 






J— | ?* 


A tempo. | 




i 


Calendo. P"""" 


LhJ 




It* * V 

A tempo. 




— 1 


i 














* 




p — % 


^± 








■r # 








| 1st. 

-r-J 1 




— j— — • 


Y 3d. 


1 

* Nfr 


i 


n . COM 


r 

A. ] 


- 1 * — b^- 1 

Sit. 




rf — a 7 r ^— 






i 






stop 

— i — — #-i — 


* f-jr 




j i' aii-^gjj- 








' r~J^& 


=^ 
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BELLINI. 



SELECTION PROM NORMA. 

7 B. 



Arranged by F. W. W. 




Maestoso. 



JTg f-« I 1. 8 i a i a 




gfel 


S— 


4- 
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-r 1 — 
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HARMONIC WALTZ. 



■ I Har. — ■ 

U J+Frets.7 5 4 , , 

4th St. 7 



F. W. W. 



'-0*- 



7 5 4 



i r r 'j 



4th St.- 




Har, . • 
4 5 7 



H h 



-0 



Har.- — 

4 5 7 



# »- 



4th St.- 



4th St. 



-i 1 1 1 H 



t-#- 



0 — # 



8 Pos.- 



18 16 19 -0- 



7 B. 
-r«— 



Har. 

18 16 It 



£ 



4 St. 



T 



r 



SEC 







• 


Fret. 1 


Har. 


17 18 


8 B. 


| 1st. 






pi 




St. 3 


8 1 


5 1 8 









£9 



Har. 

9 7 5 



1st. 



st. t a 



33EE 
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PERSIAN PATROL. 

THEO GIESte. 



Arranged by F. W. WESSENBERG. 








1 J 1 


_ — J — 










■ 
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Dint. 



— P*^— — ^ — r— ^ 



H -f=H 



1st. 



3d. 



— -n 



— i " — j — 



* — 



-# — — 0 — . 0-0- 



Dim. 



0 4 4 m «j J * J J - 



THE GIRL I LEFT BEHIND ME. 









all-]—, I,,, 






f f 






-t—S~~ ^ 1 1 > I i r 

=3 * 4 J J J - 


X|. c 













GIRL I LEFT BEHIND ME (Varied.) 



4- 




H (- 



it* 
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1 J J ¥ J -f^=j 
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^ — 1 1 1 1 1 


g 
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COMING THROUGH THE RYE. 




THE STAR SPANGLED BANNER. 















i — i- 
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SELECTION PROM NANON. 
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HOME, SWEET HOME. With Easy yariationa. 
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swttzer's farewell. 

FOR THREE BANJOS. 

Arc. by F. W. W. 
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Tune 4th to It. 



THE SPANISH FANDANGO. 

WITH NEW VARIATIONS. 
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Intro. Allegro moderate 
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Introduction. 



AT THE RACES. GALOP. 

Composed for the Banjo by F. W. WESSENBERG. 
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SELECTIONS PROM BOHEMIAN GIRL. No. 1. 
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MOSS ROSE POLKA MAZURKA. 
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Arr. by P. W. WESSENBERG. 
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ed by F. W. WB8SENBERG. 
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WHIRLWIND POLKA. 



To mjr eiteemed friend, Mr. K. C. Whaley, of Pomeroy, Ohio. 
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SELECTION FROM THE BELLS OF OORNEVILLE. 
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Tune the open Banjo strings to the following notes on Piano. 
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THE LAST ROSE OF SUMMER. 

CONCERT SOLO. 



BANJO. 



Arranged for Banjo and Piano by F. W. W. 
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BEAUTY BRIGHT. POLKA MILITAIRE. 



To Miss Eleanor Bates Hillman, Cin. 0. 



Com. by F. W. W. 
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WOODEN SHOE POLKA MAZURKA. 

EASY DUET FOR BANJO AND PIANO. By F. W. W, 
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LA OAOHUOHA. 

EASY DUET FOR BANJO AND PIANO. 



Tune Banjo to C Natural for all Duets in this Book. 
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Arr. by F. W. W. 
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BRIGHT STAR, REDOWA. 
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To my Pupil, Miss Anna Macbeth, of Hamilton, Ohio. 



MACBETH SCHOTTISCHE. 
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Tune the open Banjo strings to the following notes on the Piano : 

4th"lteing. 3d String. J8d String. 1" String. 5th String. 



"MARTHA" SELECTIONS. 

Arranged for Banjo »nd Piano by F. W. WESSENBEBG. 
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